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INTRODUCTION
For his so lo  vocoi m u s ic ,  Benjamin Brit ten ha s  s e l e c t e d  t e x t s  
w r i t t en  by p o e ts  who l ived  in a v a r ie ty  of h i s to r ic a l  e r a s .  S ince  each  
e ra  of music  ha s  ce r ta in  s t y l i s t i c  t r a i t s  which d i s t in g u i s h  it from the 
o th e r  e r a s ,  would  Brit ten,  in his m u s ic a l  s e t t in g  of a tex t  w r i t t en  in the  
Romantic e ra ,  for exam ple ,  u t i l ize  t h o s e  s t y l i s t i c  e lem en ts  of the  
Romantic era  in the t r e a tm en t  of t.'ie m u s ic?  The purpose  of t h i s  s tudy ,  
t h e n ,  is  an a t tem p t  to de te rm ine  to w h a t  e x te n t ,  if any ,  B r i t ten ' s  m us i ­
c a l  s e t t in g s  of the  va r ious  tex ts  have  been  in f luenced  by the  m u s ica l  
s t y l i s t i c  per iod  in which  the  tex t w a s  w r i t t en .
David  A. Reiser
M ay ,  1965
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Benjamin Brit ten,  th e  renowned  Engl ish  co m p o se r ,  w as  born in the  
v i l l a g e  of L ow es ta f t ,  in Suffolk on November  22,  1913. His  fa ther  was  a 
d e n t i s t  and h is  mother,  an  am ateur  s in g e r ,  se rved  a s  s e c r e t a r y  of the  
Low es ta f t  Chora l  S oc ie ty .
D isp lay in g  rem arkab le  m u s ica l  t a l e n t  ear ly  in his ch i ldhood ,
Brit ten began composing  w hen  he w as  only  five y e a r s  o ld .  Of th i s  
Brit ten comments:  "I . . . wrote  e l a b o r a te  tone poems la s t in g  20 s e c ­
onds  , insp i red  by te rr i f ic  e v e n t s  l ike  a  new girl  fr iend or a w reck  at  
s e a ."*
Like most m u s ica l  p ro d ig i e s ,  Brit ten is  som et im es  compared  to 
M o z a r t .
. . . The p a r a l l e l s  in c a r e e r s  and s im i la r i t i e s  in c r e a t iv e  
p e r s o n a l i t i e s  be tw een  Brit ten and  Mozart  a re  s t r ik in g .  Like 
M ozar t ,  Britten s t a r t e d  to c om pose  while  s t i l l  very young; he 
has  con t inued  without p a u s e .  H e ,  too,  com poses  with  t r e m e n ­
dous  f a c i l i t y ,  working out com pos i t ions  in h is  mind and  then  
t rans fe r r ing  h is  thoughts  to no ta t ion  no m at te r  where  he  i s - -  
b a c k s t a g e  or in a i r p l a n e s .  He has  wri t t en  ope ra s  a s  w e l l  as 
in s t rum en ta l  m us ic ,  s a c re d  as  w e l l  as s e c u l a r  chora l  w orks ,  
p i e c e s  for ch i ld ren  and p ie c e s  for s o p h i s t i c a t e s .  B r i t ten 's
■'•Timothy G reen ,  "Benjamin  Brit ten ,  the 'C om plea t  M u s i c i a n ' ,  High 
Honor for a Shy G e n iu s , "  L i f e , LVII, No.  6 (August 7,  1964), p.  42.
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s ty le  is  e c l e c t i c  and  one  can h ea r  in his com pos i t ions  t r a c e s  of 
com posers  a s  d i s p a r a t e  in s ty le  a s  Purce.il and Berg. He s eem s  
to  sum up ,  and to h a v e  a t  his d i s p o s a l ,  a l l  of the  m u s ica l  
t e c h n iq u e s  and idioms of his t ime ju s t  a s  M ozar t  made through 
u s e  of the  id e a l s  and vo cab u la ry  o f  his  a g e . 3
Britten r e c e iv e d  no formal t ra in ing  in com posi t ion  unti l  192 7 at 
w h ich  t ime he had a l ready  wr i t t en  te n  s o n a t a s ,  s i x  st r ing q u a r t e t s ,  th ree  
s u i t e s  for p iano ,  an  o ra to r io ,  and d o z e n s  of s o n g s . 3 That y e a r  he  met 
the  Engl ish  com pose r ,  Frank Bridge, through his  v io la  t e a c h e r ,  Audrey 
Als ton .  Bridge s p en t  one  e n t i r e  morning going through Bri t ten 's  compo­
s i t io n s  and d i s c u s s i n g  them w ith  him. From tha t  day  on ,  Brit ten s tu d ied  
w i th  Bridge on w e ek e n d s  and h o l idays  from prepara to ry  s ch o o l .
Frank Bridge was  a s t r i c t  and s e r io u s  t e a c h e r  and his  l e s s o n s  were  
mammoth; Britten would o f ten  end a s e s s i o n  in t e a r s .  Years l a t e r  Brit ten 
commented on t h e s e  s e s s i o n s  with Bridge:
. . .  It was  not t h a t  he w a s  b e a s t l y  to  me, but t h e  c o n c e n ­
t ra ted  s t r a in  was  too much for me.  I was  pe rh ap s  too young to 
t ake  in so much at  the  t ime ,  but I found l a t e r  tha t  a good d ea l  of 
i t  had s tu ck  firmly.  The s t r i c t n e s s  was the  product of nothing but 
p r o f e s s io n a l i s m .  Bridge in s i s t e d  on the a b so lu t e ly  c l e a r  r e l a t i o n ­
sh ip  of w h a t  was  in my mind to w ha t  was  on th e  p aper .  I u s ed  to 
ge t  s en t  to  the  o ther s id e  of the  room; Bridge would p lay  w ha t  I 'd  
wr i t ten  and demand if it  was  w h a t  I 'd  rea l ly  m ean t .  I bad ly  need ed  
th is  kind of s t r i c tn e s s :  i t  was  j u s t  the  r igh t  kind of t r e a tm en t  for 
me. His loa th ing  of  a l l  s i o p p in e s s  and a m a t e u r i s h n e s s  s e t  me 
s tan d a rd s  to aim for t h a t  I 've  never  fo r g o t t en .^
- 2 -
n
P e t e r S .  Plansen,  An In t roduct ion  to Twentie th  Century  M u s i c , 
(Boston: Ally n and  Bacon , 1961),  p.  297.
O
Eric W al te r  W hi te ,  Benjamin B r i t t e n , (London: Boosey & Hawkes  
Limited ,  1954),  p .  14.
^Benjamin Brit ten,  "Bri t ten  Looking  Back ,"  M u s ic a l  A m er ica . 
LXXXIV, No. 2,  (February,  1964),  p.  4.
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At the  age  of s i x t e e n ,  Brit ten enro l led  a t  the  Royal C o l l e g e  of 
M u s ic  in London where  he con t inued  h i s  s tu d ie s  in  com pos i t ion  with 
John I re land ,  At one  poin t in his c o l l e g e  ca ree r  Frank Bridge arranged 
for Britten to s tudy with Alban Berg for a per iod of one  y e a r .  The c o l l e g e ,  
how ever ,  w as  o pposed  to th i s  and p re v e n ted  i t  from tak ing  p l a c e ,  much 
to Bridge 's  c h ag r in .  Of th i s  Britten said :
I th ink ,  but I c a n ' t  be s u r e ,  tha t  th e  [ c o l l e g e ' s ]  d i rec to r ,
Sir Hughs Allen,  put a sp ike  in the  w h e e l .  At any r a t e ,  when I 
sa id  a t  home during the  h o l id a y s ,  "I am going to s tudy  with Berg, 
a r e n ' t  I ? "  the  an sw e r  was  a f irm, "No,  d e a r . "  P r e s s e d ,  my 
mother s a i d ,  " H e ' s  not a good in f l u e n c e , "  which  I s u s p e c t e d  came 
from Allen.  I think a l s o  tha t  th e re  was  som e  confus ion  in my p a r ­
e n t ' s  m in d s - - t h in k in g  tha t  "not a good in f luence"  m ean t  mora lly ,  
not m u s i c a l ly .  They had been  d i s tu rbed  by t ra i t s  of r e b e l l i o u s n e s s  
and u n c o n v en t io n a l i ty  which I had shown in my l a te r  s ch o o l  y e a r s .  ^
Bri t ten 's  d i s ap p o in tm en t  over  th i s  matter  is  r e f le c ted  in his  s t a t e ­
ment: "The y e a r  of s tudy with Berg might have ta u g h t  me how to unlock  
g a t e s  I did in f ac t  have  to c limb o v e r . "
Upon gradua t ion  from the  Royal Co l lege  of M u s ic ,  Brit ten was  
offered  a p u b l i sh ing  c o n t rac t  with  Boosey & Hawk.es,  an a s s o c i a t i o n  
w h ich  has  con t inued  to the  p r e s e n t .
Except for a t h r e e - y e a r  s t ay  in America during the l a t e  1 9 3 0 ' s ,  
Brit ten has  s p e n t  most of h is  l i fe  in England in qu ie t  s e c l u s i o n .
Br i t ten ' s  s tud io  is  in a co nver ted  s t a b l e  next to The Red 
H o u se ,  h is  home in th e  v i l l a g e  of A ldeburgh , j u s t  10 miles  from 
his  b i r t h p la c e .  . . . He works a l l  morning and in the  a f te rnoon  5
5Ib i d . , p .  6.
The Earl of Harewood ,  "The M a n , "  Benjamin B r i t t en , e d .  Donald 
M i tc h e l l  and Hans  Keller (New York: P h i lo so p h ic a l  Library,  1953), p.  3.
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t a k e s  long ,  lone ly  w a lk s  on the  b e a c h  or nearby  h e a t h l a n d s , 
so r t ing  ou t  h is  m u s ic a l  i d e a s .  , . . The id e a l  e x i s t e n c e ,  a s  
Brit ten s e e s  i t ,  is  to l iv e  qu ie t ly  by the  s e a ,  surround '  J  by 
fr iends  and  un troubled  by the  c r ie s  of c r i t i c s  or the  c lamor of 
th e  p u b l ic .  . . . He is  r e lu c tan t  to s e e  the  p r e s s ,  and in te rv iew s  
a re  few and far b e tw e e n .  Part of the  r e a so n  for th is  r e lu c t a n c e  is 
tha t  he s t i l l  f e e l s  he  h a s  important work a h ea d  of him. He fee ls  
th a t  he is  s t i l l  in m id f l ig h t - - a n d  is  the re fore  not yet  ready  to be 
" summed up" . ?
B r i t ten 's  i s o l a t i o n  has  r e s u l t e d  in his  being re ferred  to a s  an  "ivory 
tower" com pose r .  The Earl of H arew ooa ,  however ,  in an e s s a y  on 
Benjamin Britten s t a t e s  that
I s o l a t i o n  at Aldeburgh has not made Brit ten into an ivory 
tower  c om pose r .  He g o es  out to s e a  to f i s h ,  he  p lay s  t e n n i s ,  
he  w a tc h e s  b i rd s ,  he  i s  by no m eans  an u n s o c i a b l e  ne ighbour ,  
and  he e n te r t a in s  f r eq u en t ly .  He is  unhappy  in London, w hich  
he a s s o c i a t e s  with c o n c e r t - g iv in g  and v i s i t s  to the  d e n t i s t ,  with 
m eet ings  and being rung up on the  t e l e p h o n e ,  w i th  a u d i t io n s  and 
having to s e e  peo p le  on  b a s i n e s s - - w i t h  anyth ing  in f ac t  e x c e p t  
composi rtg .  And tha t  w h ich  he d o e s  in Aldeburgh i s ,  a f te r  a l l ,  
h is  l i f e . 8
^Timothy G r e e n , p .  42 .
O
The Earl of H a re w o o d , p .  8.
CHAPTER II
BRITTEN'S RELATIONSHIP TO PURCELL
It is  indeed  s t r an g e  th a t  following the  d e a th  of Henry Purce l l  in 
1695 th e  powerful  and in f lu en t ia l  country  of England fe ll  in to  such  a 
s t a t e  of m u s ica l  im potency .  For a sp a n  of near ly  two c en tu r i e s  w h i le  
c o n t in e n ta l  Europe w as  producing  her B achs ,  M o z a r t s ,  Chop ins  and 
T c h a i k o v s k y s , England w as  v i r tua l ly  w i thou t  any major com pose rs  of 
na t ive  b ir th .
One can  w e l l  imagine  w h a t  a profound e f fec t  th i s  would have  upon 
a young Engl ish  com pose r  su c h  as  Benjamin Brit ten .  To whom could  he 
look a s  a prime example  of a com pose r  of Engl ish  b lood?  Brit ten,  t h e n ,  
r e a l ly  had no c h o ice  but to  u s e  Purce l l  a s  his  model of a n a t iv e  Engl ish  
co m p o se r .  N e e d l e s s  to s a y ,  Purce l l  has  had a f a r - r e a c h in g  e f f e c t  upon 
Br i t ten ' s  c a ree r  as  a com pose r .  One can  hard ly  read  an acc o u n t  of 
Brit ten w i thou t  s ee in g  some r e fe ren ce  made to Purcell ;  one  canno t  he lp  
but note  the  admira t ion  and in te r e s t  Britten has shown toward  Purce j l .
B r i t ten 's  p a s s i o n  for E l i za b e th an  m us ic  i s  only  e x c e e d e d  by 
his  devo t ion  to P u rce l l ,  of whom he has  an unr iva led  u n d e r s t a n d ­
ing . . . .
■̂ The Earl of Harewood ,  p .  7.
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Before under tak ing  th is  p ro je c t ,  th e  writer  a s k e d  in a l e t t e r  to 
Benjamin Britten to w ha t  ex ten t  he had been  in f luenced  by P u rce l l .  His 
rep ly  read  in part: "If  you s tu d y  [my] v o c a l  works you will  s e e  one  of
This a n sw e r ,  a l though  ra th e r  in d i r e c t ,  proved to be very  r e v e a l in g .  
In the  sti dy of B r i t ten 's  so lo  v o c a l  works  one must  no te  tha t  a number of 
t h e s e  h a / e  been  t r e a te d  in a manner p e c u l i a r  to th a t  of the  Baroque e ra .  
S ince  Purce l l  was  a Baroque co m p o se r ,  any  Baroque t rea tm en t  by Brit ten,  
(other than  to a m u s ic a l  s e t t in g  of a t ex t  wr i t t en  in the  Baroque e r a , )  
would  s e rv e  to i l l u s t r a t e  the  e f fe c t  Purce l l  has  m ade .  In add i t ion  to the  
g en e ra l  Baroque t r ea tm en t ,  th e re  are a l s o  a number o f  s t y l i s t i c  e l em en t s  
in B r i t ten 's  so lo  v o c a l  mus ic  t h a t  can be d i rec t ly  c l a s s i f i e d  a s  P u r c e l l i a n .
Brit ten has  done  a grea t  d e a l  of r e s e a r c h  in to  the  works of Purce l l  
and has  wr i t ten  and p u b l i sh ed  r e a l i z a t i o n s  of many of his  s o n g s ,  some of 
which have  been  p u b l i s h e d  in s e v e ra l  volumes  by Boosey & H a w k e s .
These  are not th e  un im ag ina t ive  r e a l i z a t i o n s  o f ten  e n c o u n te re d .
When we s ee  the  words  "C on t inue  r e a l i z e d  by S0 - & - S 0 " , 
we e x p ec t  som eth ing  l ik e  . . .
the  many w ays  in w h ich  Purce l l  has  in f luenced  [m e] . "^
6 fl 8 n 5
4 4 3
*7
And when i n s t e a d  we find [as  in t h e  Britten r e a l i z a t i o n s ]  o u r ­
s e l v e s  looking  a t  a l ive  b i t  of p ianofor te  w r i t in g ,  we are  
s h o c k e d . ^
O
^Letter from Benjamin Bri t ten ,  Aldeburgh,  England ,  March 24 ,  1964.
^George  M alco lm ,  "The Purce l l  R ea l iza t io n s  ," M i tch e l l  and  Keller,
p .  / 5.
- 7 -
A " l ive  bit of p ianofo r te  wri t ing"  i t  i s  i n d e ed .  The following e x ­
cerp t  w i l l  bear  th is  o u t .
EXAMPLE ONE
A g re a t  d ea l  of co n t ro v e rsy  has  rag ed  over  th i s  manner  of r e a l i z in g  
P u r c e l l ' s  m us ic .  Apparent ly  Bri t ten  had fo re see n  the  c r i t i c i sm  w h ic h  
would p robab ly ,  and w h ich  e v e n tu a l ly  d i d ,  t ake  p l a c e .  To d e fen d  h im ­
s e l f ,  Brit ten has  inc luded  a foreword in a l l  of the  volumes  which  read s  in 
part:
This ed i t io n  of P u r c e l l ' s  m u s i c .  . . is  not in tended  to  be 
a de f in i t iv e  ed i t io n  or a work of r e f e r e n c e .  It is  a performing 
ed i t ion  for contem porary  c o n d i t i o n s .  . . . I t  i s  c lea r  t h a t  the  
figured b a s s e s  in P u r c e l l ' s  day w ere  r e a l i z e d  in a manner  p e r ­
s o n a l  to the  p l a y e r .  In th i s  ed i t ion  the  b a s s e s  have  a l s o ,  
i n e v i t a b ly ,  b e e n  r e a l i s e d  in  a p e r s o n a l  w a y .  But it has  been  
the  c o n s ta n t  endeavor  of t h e  a rranger  to apply  to t h e s e  r e a l i s a ­
t ions  something  of tha t  mixture  of c l a r i t y ,  b r i L i a n c e ,  t e n d e r n e s s  
and  s t r a n g e n e s s  which  sh i r .e s  out in a ll  P u r c e l l ' s  m u s ic .  ^
In o ther  w o rd s ,  the  r e a l i z a t i o n s  a re  " a  record  of one m an 's  r e ­
ac t io n s  to the  c o m p o se r ' s  s u g g e s t io n s "  r a th e r  than  " a  harmony e x e r ­
c i s e "  . ^
^Henry  P u rce l l ,  Orpheus  Britannicus  (London: Boosey & H aw kes  , 
1947),  p .  3.
^George  M alco lm ,  p.  75.
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The fact  tha t  Britten ha s  so  s u c c e s s f u l l y  m a in ta ined  P u r c e l l ’s 
s t y l e  an d ,  a t  the  same t ime ,  e x p r e s s e d  h is  own m u s ic ia n s h ip  in t h e s e  
r e a l i z a t i o n s  i l l u s t r a t e s  his  t ru e  u n de rs tand ing  of P u r ce l l .  That Brit ten 
has s u c h  an a f f in i ty  for Purce l l  makes  i t  u n d e r s t a n d a b le  why,  in his  own 
c o m p o s i t io n s ,  he  would  o c c a s io n a l l y  be in f luenced  by the  s ty le  of 
P u r c e l l .
In the  fo llowing chap te r  you wili  s e e ,  time and a g a in ,  how th i s  
Pu rce l l i an  in f luence  has  a f fe c ted  B r i t ten 's  s ty le  of com pos i t ion .
CHAPTER III
THE SOLO VOCAL MUSIC
Benjamin Britten has  w r i t t en  mus ic  in many d i f fe ren t  id ioms: to 
d a te  he has  com posed  some 70 major m u s ica l  w o rk s ,  inc lud ing  o p e r a s ,  
c o n c e r to s ,  c a n t a t a s ,  sy m p h o n ie s ,  a n th e m s ,  and s o n g s .  Of t h e s e  many 
f a c e t s  of his  com pos ing ,  his so lo  voca l  music  has  been  c h o se n  a s  the  
b a s i s  for th i s  s tu d y .  This w a s  done not merely b e c a u s e  the  w r i te r  i s  a 
s tu d en t  in the  art  o f  s ing ing ,  out b e c a u s e  th is  type of his  m us ic  
p o s s e s s e s  a c e r ta in  charm and beau ty  no t  found in h is  l a r g e r - s c a l e  
w o rk s ,  a q u a l i ty  t h a t  is  very  a p p e a l in g .  Even Bri t ten 's  most s e v e re  
c r i t i c ,  Norman D e m u th , adm its  tha t  "Bri t ten  is  more l ike ly  to su rv ive  
through the  medium of such  works"  . *
His  fr iends  a l s o  find th i s  to be t ru e .  Peter P e a r s ,  w ho ,  for many 
y ea r s  has  been  B r i t ten 's  c l o s e  friend and c o l l e a g u e ,  writes :
It would  be s t ran g e  if  Benjamin Britten had never  wr i t t en  
for the  v o i c e .  He w as  surrounded  by s inging  a s  a c h i ld .  He 
w as  not brought up on a gramophone or w i r e l e s s  s e t .  (Perhaps 
he w i l l  be th e  l a s t  com pose r  of whom that c an  be s a i d . )  When 
m us ic  w as  wra n tea  for p a r t i e s  or p l e a s u r e ,  he p layed  the  p ianoO
and his  mother s an g .
■'■Norman D em uth ,  M u s ic a l  Trends in the  20th C en tu ry (London: 
Rockliffe Pub l i sh ing  Corp . , 1S52) , p .  32 4.
2Peter P e a r s ,  "The Vocal M u s i c , "  M itche l l  and Keller,  p .  59.
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Brit ten has thus  far com posed  a t o t a l  of t h i r ty -o n e  so lo  voca l  
w o rk s .  These  works  fa ll  into four c a t e g o r i e s :  works  with t ex t s  by one 
au thor ,  works  with t e x t s  by more than o n e  au thor ,  folk song a r r a n g e ­
m en ts ,  and  a s e r i e s  of Purce l l  r e a l i z a t i o n s .
S ince  th is  s tudy  is an a t t em p t  to de te rm ine  to  w h a t  ex ten t  Bri t ten 's  
m u s ica i  s e t t in g s  of the  va r ious  t e x t s  have  been  in f lu en ced  by the  m u s i ­
ca l  s t y l i s t i c  per iod in which th e  t ex t  w as  w r i t t en ,  i t  w as  n e c e s s a r y  to 
a r range  th e  so lo  v o c a l  works in groups acco rd ing  to the  c h rono log ica l  
era in w h ich  the  t e x t  w as  w r i t t e n .  The re fo re ,  th o se  works  which  have  
t e x t s  by more than  one  au thor  w e re  not c o n s id e red  for a n a l y s i s  s i n c e  in 
al l  i n s t a n c e s ,  the  au thors  r e p re s e n te d  w i th in  eac h  of t h e s e  works  span  
s e v e ra l  e r a s ,  t h e reb y  making i t  im p o ss ib le  to p la c e  any of t h e s e  works  in 
a s p e c i f i c  pe r iod .  The folk song  a r rangem en ts  and tne  Purce l l  r e a l i z a ­
t ions  were  a l s o  e l im ina ted  in t h a t  they  a re  only  a r rangem en ts  and t h e r e ­
fore not bona fide com pos i t ions  by Brit ten.  As a r e s u l t ,  oniy  t h o s e  works  
with t e x t s  by one  author  have  b e en  c h o se n  for a n a l v s i s .  (See Appendix 
I.)
"3
Works with  Texts  W ri t ten  during the  R e n a i s s a n c e  Era
The only t e x t s  writ ten during the  pe r iod  of the  R e n a i s s a n c e  which  
Brit ten has  s e t  to  m u s ic  are  a group of s o n n e t s  w r i t t en  by a man b e s t
^Brit ten has  a c tu a l ly  com posed  t h i r t y - th re e  v o c a l  las o p p o sed  to 
choral) works  . Two of t h e s e  , how ever ,  (Cant ic le  II_and Two Ba l lad s )  , 
are  wr i t ten  for a l to  and teno r ,  and  for two s o p r a n o s ,  r e s p e c t i v e l y .  
There fore ,  t h e s e  two cannot  be c o n s id e re d  so lo  v o c a l  m u s ic .
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known for h i s  s c u l p t u r e  and p a i n t i n g s ,  M i c h e l a n g e l o .  M i c h e l a n g e l o  
w ro te  a l a rg e  number  of  s o n n e t s  , th u s  d e m o n s t r a t i n g  th e  v e r s a t i l i t y  
w h ic h  ty p i f i e s  the  " R e n a i s s a n c e  man" . Br it ten  s e l e c t e d  s e v e n  of  t h e s e  
s o n n e t s  and  in c o rp o ra te d  them in a song c y c l e  e n t i t l e d ,  a p p r o p r i a t e ly  
e n o u g h ,  S ev en  S o n n e t s  of M i c h e l a n g e l o .
One of  the  m os t  o u t s t a n d i n g  fe a tu re s  of  th i s  work  i s  the  rhy thm ic  
and harm onic  r e p e t i t i v e n e s s  of th e  a c c o m p a n i m e n t s ,  of w h ich  P e te r  P ea rs  
t a k e s  n o t e .
C h a r a c t e r i s t i c a l l y ,  in t h e s e  s o n n e t s .  . Br it ten  t a k e s  a 
rhy thm ic  p a t t e r n  or f ig u r a t io n  or ha rm on ic  s c h e m e ,  and  w orks  
i t  o u t  by lo g ic a l  b a l a n c e  and  t im es  p h r a s i n g .  In e a c h  o n e  th e  
t e n s i o n  i s  he ld  by the  p e r s i s t e n t  u s e  of t h e s e  p a t t e r n s ,  u n ­
s w e rv in g ly  d e v e l o p e d . 4
This  d e v i c e  h a s  b e en  u s e d  in  a g r e a t  number  o f  B r i t t e n ' s  w o r k s .
but n ever  to the  e x t e n t  a s  he h a s  done  in  t h e  Seven  S o n n e ts  of 
M i c h e l a n g e l o .
In  t h e  r igh t  han d  of the  a c c o m p a n im e n t  of Son e t to  XXXI, th e  fo l lo w ­
ing rhy thm ic  figure is  em ployed  in a ll  bu t  a  few of t h e  s o n g ' s  s e v e n t y -  
two m e a s u r e s .
EXAMPLE TWO
The a c c o m p a n im e n t  of S o n e t to  XXX is  made up of a n  u n in t e r r u p t e d  
s e r i e s  of d o t t e d  h a l f - n o t e  t r i a d s  .
^ P e te r  Pears  , p . 70 .




S o n e t to  LV h a s  in  i t s  a c c o m p a n im e n t  a  s y n c o p a t e d  f igure  w h i c h ,  
w i th  t h e  e x c e p t i o n  of  a b r i e f ,  f o u r - m e a s u r e  i n t e r l u d e ,  i s  u s e d  th roughou t  
the  e n t i r e  so n g .
EXAMPLE FOUR
p o c o f
y y . l  1 1  m
¥ f = 5
In Son e t to  XXXVIII t h e r e  i s  a  p l a y f u l ,  t r i p l e - r h y th m  f igure  w h ic h  
Brit ten em ploys  a lm o s t  e x c l u s i v e l y  in t h e  a c c o m p a n im e n t .
EXAMPLE FIVE
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T h e s e  r e p e t i t i o u s  and  r e l a t i v e l y  s i m p l e  a c c o m p a n im e n t s  a re  
a p p a r e n t l y  a d e v i c e  by Bri t ten  to  g ive  t h e  i m p r e s s i o n  of  a l u t e  a c c o m ­
p a n i m e n t .  This  i s  im p o r ta n t ,  s i n c e  the  l u t e  w as  o n c o f  th e  b a s i c  forms 
of  a c c o m p a n im e n t  for E l i z a b e t h a n  m u s i c ,  w h ic h  f lo u r i s h e d  in R e n a i s ­
s a n c e  E n g lan d .  Even  t h o s e  s o n n e t s  w h ic h  Brit ten c h o s e  a s  t h e  t e x t  for 
t h i s  w o rk ,  th ough  no t  E n g l i sh  by o r ig in ,  n e v e r t h e l e s s  h a v e  an
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E i i z a b e t h a n  q u a l i t y .  The u n d e r ly in g  th e m e  of t h e s e  s o n n e t s  i s  t h a t  of 
u n re q u i t e d  lo v e ,  a them e  w h ic h  forms th e  " b a c k b o n e  of E l i z a b e th a n  
r e p e r to i r e "  . ^
Tha t  Brit ten w ou ld  u t i l i z e  t h e s e  e l e m e n t s  of E l i z a b e t h a n  m u s i c  in 
his t r e a tm e n t  of a R e n a i s s a n c e  t e x t  m a k es  more e v i d e n t  to us h is  u n d e r ­
s t a n d i n g  and  love  for h i s  E n g l i sh  h e r i t a g e .
Works  w i th  Texts  W r i t t e n  d u r ing  the  Baroque Era
The au th o rs  o f  t h e  t e x t s  w r i t t e n  in t h e  Baroque e ra  l ived  in  a pe r iod  
w h ic h  cou ld  be c l a s s i f i e d  a s  e i t h e r  l a t e  R e n a i s s a n c e  or ea r ly  Baroque .  
T h e se  h a v e  b e en  p l a c e d  in t h e  Baroque e r a ,  h o w e v e r ,  s i n c e  th e  m u s i c a l  
s e t t i n g s  o f  t h e s e  t e x t s  have  b e e n  t r e a t e d  in  a Baroque m anner ,  i n d i c a t i n g  
tha t  Brit ten  p re fe r red  to  a p p ro a c h  them from a Baroque s t a n d p o i n t .
The f i r s t  o f  t h e s e  t e x t s  c o n s i s t s  c f  a group of s o n n e t s  w r i t t e n  by 
th e  M e t a p h y s i c a l  p o e t ,  John D o n n e ,  and a re  in c lu d e d  in  B r i t t e n ' s  c y c l e ,  
The Holy  S onne ts  o f  John D o n n e .
B r i t t e n ' s  u s e  of Baroque e l e m e n t s  th ro u g h o u t  t h i s  work i s  q u i t e  
e v i d e n t .  For e x a m p l e ,  in th e  f i r s t  so n g ,  "O h  my b l a c k e  so u le "  , t h e r e  
i s  a p e r s i s t e n t  u s e  of peda i  p o i n t .  In f a c t ,  for the  f i r s t  n ine  m e a s u r e s  
the  a c c o m p a n im e n t  c o n s i s t s  e x c l u s i v e l y  of F - s h a r p s  p la y e d  in o c t a v e s .
5 D e n i s  S t e v e n s ,  A H is to ry  of Song (New York: W .  W .  N or ton  & 
C o . ,  I n c . ,  I9 6 0 ) ,  p .  84.
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EXAMPLE SIX
In  t h e  th ird  s o n g ,  "O  m igh t  t h o s e  s i g h e s  and  t e a r e s "  , Br it ten  u s e s  
a n o th e r  f e a tu r e  o f  Baroque c o m p o s i t i o n ,  t o n e - p a i n t i n g ,  to a g r e a t  e f f e c t .  
By th e  u s e  o f  a  s y n c o p a t e d  q u a r t e r - n o t e  fo l l o w e d  by an  e i g h t h - n o t e  o n e -  




sighes and  teares . returne a -g a in e  in - to my
i t
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In  t h e  l a s t  s o n g ,  " D e a th  b e  not p roud"  , s t i l l  a n o th e r  e l e m e n t  of 
Baroque  c o m p o s i t i o n  i s  e m p lo y e d — th a t  o f  g round b a s s .  The a c c o m p a n i ­
m en t  o f  t h e  e n t i r e  s o n g  i s  m ade  up  of a s e r i e s  of t h e  fo l lowing  f i v e -
m e a s u r e  p h r a s e s :
' '-?'/> • ! • * *' -
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EXAMPLE EIC4HT
This  ground b a s s  p a t t e r n  p a s s e s  from one  o c t a v e  to  a n o th e r  a n d  i s  
c l e v e r l y  d i s g u i s e d  by  the  v a r i e t y  in  th e  r e m a in d e r  of  t h e  a c c o m p a n im e n t  
and  by  th e  t h r o u g h - c o m p o s e d  d r a m a t i c  v o c a l  l ine  th ro u g h o u t  th e  s o n g .
In  t h e  v o i c e  p a r t  of m os t  of  th e  s e c o n d  s e c t i o n  of t h e  s o n g ,  Brit ten  
u s e s  a n o t h e r  Baroque  t e c h n i q u e ,  o r n a m e n t a t i o n .  Throughou t  t h i s  s e c t i o n  
he  u s e s  t w o - ,  t h r e e - ,  and  f o u r - n o t e  f ig u r e s  ov e r  n e a r l y  e v e ry  s y l l a b l e  of
the  t e x t .
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A few  m e a s u r e s  l a t e r  t h e r e  o c c u r s  w h a t  P e te r  P e a r s  r e f e r s  to  a s  a 
" P u r c e i l i a n  e m b e l l i sh m e n t"  .6
EXAMPLE TEN
marcato
, | ~  z n r r r k i : t e=^ : :y  h f S .tl —o-nr-at___ kVLJ___ ^ _____J J_ F i TTTV—. r-___7 H 0  a1 _____ILo _ __SLgo a J  n  Jj; n __ i i r i m - Jk----- ~ U B  7 K~1
And dost  with poy - son,warre , . .  and sick - ness
mo/fo marc.
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The o th e r  t e x t  w h ic h  B r i t ten  ha s  s e t  i s  by F r a n c i s  Q u a r l e s ,  a n  
Eng l i sh  a u th o r  w h o ,  l i k e  D o n n e ,  i s  of t h e  M e t a p h y s i c a l  g ro u p .  Th is  
t e x t ,  w h i c h  i s  u s e d  in  t h e  w o rk ,  C a n t i c l e  I , i s  b a s e d  upon  t h e  B ib l i c a l  
v e r s e ,  " M y  b e lo v e d  i s  mine  a n d  I am h i s "  , from t h e  s e c o n d  c h a p t e r  of 
Song of  So lom on.  Q u a r l e ' s  a d a p t a t i o n  of  t h i s  r a the r  e a r th y  t e x t  g i v e s  the
6 p e te r  Pea rs  , p . 71 .
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p o e t ry  a d i s t i n c t  Romant ic  f l a v o r .  Bri t ten  a l s o  a p p a r e n t l y  had t h i s  im ­
p r e s s i o n  for,  a l th o u g h  C a n t i c l e  I i s  t r e a t e d  p re d o m in a n t ly  in a  Baroque  
f a s h i o n ,  t h e r e  i s  a s u b t l e  t r a c e  o f  Romant ic  t r e a tm e n t  in t h e  f i r s t  p a r t  of 
th e  work  a s  w e l l .  This  Romantic  to u c h  i s  h e a r d  in  a rhy thm ic  e l e m e n t - -  
two a g a i n s t  t h r e e — w h ic h  o n e  w o u ld  e x p e c t  in  a song  by a Romant ic  co m ­
p o s e r ,  s u c h  a s  Richard  S t r a u s s .  Throughout  t h e  f i r s t  s i x  p a g e s  o f  t h e  
w o r k , t h e  v o i c e  is  in  d u p le  m e te r  w h i l e  t h e  a cc o m p a n im e n t  is  in t r i p l e  
m e te r .  Th is  im m e d ia te ly  b r ings  to  mind S t r a u s s '  v o c a l  c o m p o s i t i o n ,  
"Zue inung"  , in w h ic h  t h e  s a m e  rhy thm ic  e l e m e n t  i s  e m p lo y e d .
EXAMPLE ELEVEN
The f i r s t  s i g n  o f  Baroque t r e a tm e n t  o c c u r s  in  t h e  th i rd  and  four th
p a g e s  of  t h e  w ork ,  w h e re  a nu m b er  of long  r o u l a d e s  a p p e a r .
EXAMPLE TWELVE
- . . -
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On p a g e s  five and  s ix  Brit ten  em p lo y s  a n o th e r  Baroque e l e m e n t ,  th e  
r e c i t a t i v e .  And in t h e  a c c o m p a n im e n t  o f  t h e  final  s e c t i o n  of  the  work  
th e r e  i s  u s e d  a rh y th m ic  f igure  w h ich  c a n  be  c l a s s i f i e d  a s  P u r c e l i i a n .  
Throughout  t h i s  e n t i r e  s e c t i o n  t h e r e  o c c u r s  in the  rhythm of  t h e  a c c o m ­
p a n im e n t  a p re d o m in a n c e  of " S c o tc h  S n a p s"  . This r-e v e r s e  of t h e  f am i l ia r  
d o t t e d  e i g h t h - n o t e  fo l lowed  by  a  s i x t e e n t h - n o t e  p a t t e r n  w a s  o n e  of 
P u r c e l l ' s  f a v o r i te  rh y th m ic  d e v i c e s .  In a d d i t i o n ,  th e r e  is  in t h e  a c c o m ­
p a n im e n t  a p e d a l  p o in t  e f f e c t .
EXAMPLE THIRTEEN
B r i t t e n ' s  c y c l e ,  W in te r  W o r d s , is  a s e t t i n g  of  e ig h t  l y r i c s  and  
b a l l a d s  w r i t t e n  in  t h e  Romantic  e ra  by Thomas P la rdy . In h i s  t r e a t m e n t  of 
t h e s e  t e x t s ,  Brit ten u s e s  a d e v i c e  w h ich  w a s  e m p lo y e d  to  a g r e a t  e x t e n t  
by o n e  of th e  m os t  famous  Romant ic  c o m p o se r s  of s o lo  v o c a l  m u s i c ,  Franz 
S c h u b e r t .
S c h u b e r t  i s  k n o w n ,  among o th e r  t h i n g s ,  for h i s  e x t r e m e ly  d e s c r i p ­
t iv e  a c c o m p a n i m e n t s .  For i n s t a n c e ,  in S c h u b e r t ' s  f i r s t  and  p ro b a b ly
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b e s t - k n o w n  song  c y c l e ,  Die S c h S n e  M u l l e r i n , he u s e d  a number  of 
p i a n i s  t i c  d e v i c e s  to  d e p i c t  t h e  v a r io u s  o b j e c t s  m e n t io n e d  in t h e  t e x t ,  
su c h  a s  t h e  b rook ,  t h e  m i l l w h e e l ,  and s o  o n .
Throughou t  W in te r  W ords  Written r e p e a t e d l y  u s e s  t h i s  S c h u b e r t i a n  
t e c h n i q u e  for th e  s a m e  r e a s o n .
For i n s t a n c e ,  in  t h e  s e c o n d  so n g ,  " M i d n ig h t  o n  t h e  G rea t  
W e s te r n "  , w h ic h  i s  a b o u t  a y o u n g  boy t a k i n g  a tr ip on  a r a i l r o a d  t r a i n ,  
th e  a c c o m p a n im e n t  i s  so  w r i t t e n  a s  to d e p i c t  a t r a in  w h i s t l e .
EXAMPLE FOURTEEN
After th i s  s lo w  in t r o d u c t io n  the  t em p o  c h a n g e s  to a  s t e a d y ,  d e l i b ­
e ra t e  rhythm w h ic h  is  d e s i g n e d  to  g ive  t h e  i l l u s i o n  o f  t ra in  w h e e l s  moving 
over  t h e  t r a c k .
EXAMPLE FIFTEEN
This  type  of a c c o m p a n im e n t  is  u s e d  th ro u g h o u t  t h e  m a jo r i ty  of  the  
s o n g .  The " t r a i n  w h i s t l e "  i s  h e a r d  s e v e r a l  more t im e s  dur ing  th e  c o u r s e
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of  t h e  s o n g ,  and a l s o  a t  the  e n d  w h e r e ,  t h i s  t im e ,  i t  i s  p l a y e d  v e r y  
s o f t l y ,  a s  if  to g iv e  t h e  i m p r e s s i o n  of t h e  t r a in  t r a v e l i n g  ou t  o f  s i g h t .
The four th s o n g ,  "The l i t t l e  old t a b l e " ,  is  a  r a t h e r  c o m ic a l  s e t ­
t i n g .  The t e x t  i s  a b o u t  an  o ld  t a b l e  w h ic h  c r e a k s  e v e r y  t im e  i t  i s  
t o u c h e d .  The " c r e a k i n g "  s o u n d s  a re  h e a rd  in both  t h e  v o i c e  an d  p i a n o .
EXAMPLE SIXTEEN
the  b i rd s '  ch i rp ing  is  p o r t r ay e d  by  the  u s e  o f  r ap id  t r i p l e t s  and t r i l l s .
EXAMPLE SEVENTEEN
The s e v e n t h  s o n g ,  "At t h e  Rai lway  S t a t i o n ,  U pw ay"  , is  a b o u t  a 
young boy  who p l a y s  h i s  v io l in  for a c o n v i c t  ab o u t  to  be  t a k e n  a w a y  to 
p r i s o n .  The a cc o m p a n im e n t  i s  w r i t t e n  o n  o m y  one  s t a f f ,  a s  i s  v i o l i n
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m u s i c .  The i n t r o d u c t io n  s o m e w h a t  r e s e m b l e s  the  so u n d  of a v i o l i n  be in g  
tu n e d .
EXAMPLE EIGHTEEN
- ------ --- /sjj-J-- SEL̂MM T=,t=- ..  !t~Z7- -̂- p—CCH- i ... . ’ ’\ ~
R* ?rP 1 EBi i r r - r r.'1 ^ f yb*^  r
Bri tten  i n j e c t s  a  b i t  o f  hum or  m id w ay  in  the  s o n g .  The b o y ,  s p e a k ­
ing to  th e  c o n v ic t ,  s a y s ,  "But I c a n  p l a y  my f idd le  to  y o u ,  and  a  n i c e  
o n e  ' t i s ,  and  good  in t o n e . "  The word " t o n e "  is s u n g  on  a s e c o n d - s p a c e  
"A" , w h i l e  a t  th e  s a m e  time in th e  a c c o m p a n im e n t  a s e c o n d - s p a c e  "Ab" 
i s  p l a y e d .  The r e s u l t i n g  d i s s o n a n c e  is  o b v i o u s l y  a s u b t l e  w ay  ox i n d i ­
c a t i n g  t h a t  t h e  t o n e  o f  t h e  v i o l i n  w a s n ' t  q u i t e  w h a t  t h e  boy c l a i m e d  i t  to  
b e .
B r i t t e n ' s  l a t e s t  so lo  v o c a l  w o rk ,  S e c h s  H o ld e r l in  F r a g m e n t e , i s  a 
s e t t i n g  of s ix  p o em s  w r i t t e n  dur ing  th e  Rom ant ic  e ra  by  the  G erm an  w r i t e r ,  
F r ied r ich  H o ld e r l in .  In  t h i s  w o rk ,  one  r e c o g n i z e s  f e a t u r e s  of  a num ber  of 
Romant ic  c o m p o s e r s .
Tn " D ie  H e im at"  , th e  s e c o n d  s o n g ,  Bri t ten  u t i l i z e s  t h e  rh y th m ic  
f i g u r e - - t w o  a g a i n s t  t h r e e - m u c h  in  th e  s a m e  m anner  a s  he  d id  in 
C a n t i c l e  I .
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EXAMPLE NINETEEN
In  t h e  fi f th  s o n g ,  " H a l f t e  d e s  L e b e n s"  , the  a c c o m p a n im e n t  i s  a 
c o n t in u o u s  flow of a r p e g g io s  in  t r i p l e  rh y th m ,  a f e a t u r e  em p loyed  by  a 
number  o f  Romantic  c o m p o s e r s ,  an d  p a r t i c u l a r l y  by  J o h a n n e s  B rah m s .  In 
a d d i t i o n ,  l ik e  " D ie  He imat"  , t h e r e  a g a in  o c c u r s  t h e  t w o - a g a i n s t - t h r e e  
r h y th m .
EXAMPLE TWENTY
p  smooth (sanft)
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In t h e  s ix th  s o n g ,  " D ie  L in ien  d e s  L e b e n s"  , o r ,  t r a n s l a t e d ,  "The  
L ines  of  Life" , Br it ten  re tu rn s  to  th e  S c h u b e r t i a n  t r a i t  o f  d e s c r i p t i v e  
a c c o m p a n im e n t s  in  t h e  t r e a tm e n t  o f  th is  t e x t .  In t h i s  i n s t a n c e ,  h o w ­
e v e r ,  th e  d e s c r i p t i v e  a c c o m p a n im e n t  t a k e s  on a d e e p e r  and  more p rofound 
m ean ing  t h a n  t h o s e  w h ic h  w e re  u s e d  in W in te r  W o r d s .
The " l i n e s  of l i f e"  are  d e p i c t e d  by a s e r i e s  of many  s e v e n - n o t e  
p h r a s e s .  That Brit ten  u s e s  s e v e n - n o t e  p h r a s e s  i s  s i g n i f i c a n t ;  if  e a c h  
n o te  w ou ld  r e p r e s e n t  a d e c a d e ,  e a c h  p h r a s e  of  s e v e n  n o te s  would  t h e n  
r e p r e s e n t  th e  B ib l ica l  " t h r e e  s c o r e  and t e n "  y e a r s ,  o r  o n e  l i f e t im e .
Also ,  e a c h  p h r a s e  g r a d u a l ly  r i s e s  to a p e a k  and  th e n  f a l l s ,  a s  if  i t  i s  a 
graph  d e p i c t i n g  b i r t h ,  g row th ,  m a tu r i ty ,  o ld  a g e ,  and  d e a t h  of o n e  m an .
EXAMPLE TWENTY-ONE
3  i t  i . .
7 T. \ Kf f l a ______
— m
9
. During  the  f i r s t  pa r t  of t h e  song  e a c h  p h r a s e  p r o c e e d s  i n d e p e n ­
d e n t l y ,  s o m e t im e s  s t a n d i n g  a l o n e ,  w h i l e  a t  o th e r  t im e s  i t  com es  in  c o n ­
t a c t  w i th  o n e  or more o th e r  p h r a s e s ,  a s ,  s i m i l a r l y ,  do th e  l i v e s  o f  m en .  
EXAMPLE TWENTY-TWO
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The a c c o m p a n im e n t  f i t s  t h e  t e x t  v e r y  w e l l  a t  t h i s  p o in t  w h ic h  r e a d s  
"E a ch  l in e  of  l i f e  i s  d i f f e r e n t  from a n o th e r ,  a s  r iv e r s  a r e ,  or l i k e  th e  
m o u n ta in  range<=" .
The t e x t  c o n c l u d e s :  " W h a t  we  a re  h e re  is  t h e r e  by God c o m p le t e d  
w i th  ha rm o n y ,  r ew ard  and p e a c e  e t e r n a l "  . At th i s  p o i n t ,  t h e  p h r a s e s  a re  
f in a l ly  u n i t e d ;  t h a t  i s ,  t h e y  no longe r  move  i n d e p e n d e n t l y .  This  m u s i c a l  
a n a l o g y  t h u s  b e a u t i f u l l y  d e p i c t s  t h e  u n io n  o f  a l l  s o u l s  in t h e  Kingdom of 
H e a v e n .
The th i rd  work  o f  B r i t t e n ' s  w h ic h  i n c l u d e s  t e x t s  w r i t t e n  dur ing  th e  
Romant ic  e ra  is  Les  I l l u m i n a t i o n s , w h ich  c o n s i s t s  o f  a group of p o e m s  by 
th e  F rench  w r i t e r ,  Arthur R imbaud.
The t r e a tm e n t  o f  t h e s e  t e x t s  is s im i l a r  to t h a t  of W in te r  Woids  , in 
t h a t  Bri t ten  a g a in  u s e s  th e  S c h u b e r t i a n  d e v i c e  of d e s c r i p t i v e  a c c o m p a n i ­
m en ts  .
For i n s t a n c e ,  in  th e  o p e n in g  s o n g ,  " F a n f a r e " ,  the  t e x t ,  t r a n s ­
l a t e d  r e a d s :  "I a lo n e  hold  th e  k e y  to t h i s  s a v a g e  p a r a d e "  . Br it ten  
a c h i e v e s  t h e  i m p r e s s i o n  of a p a r a d e  by a s t e a d y ,  m a r c h - l i k e  t e m p o ,  
c l o s e  to  a m i l i t a ry  c a d a n c e .  In a d d i t i o n ,  th e re  a re  h e a r d  w h a t  r e s e m b l e  
b u g le  c a l l s .  S in ce  t h e s e  " b u g le  c a l l s "  a re  b a s e d  upon  th e  o v e r to n e  
s e r i e s  of "Bb" and  "E" , t h e re  i s  c r e a t e d  th e  i l l u s i o n  of two a l t e r n a t i n g  
b u g l e s ,  p i t c h e d  in "Bb" and  "E" , r e s p e c t i v e l y .  The " s a v a g e "  e l e m e n t  
i s  d e p i c t e d  in  t h e  l e f t  hand  by a c o n t in u o u s  flow of  v i o l e n t  t r i l l s .
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EXAMPLE TWENTY-THREE
In song  I l i a ,  " P h r a s e "  , t h e r e  is  in t h e  t e x t  a m e n t io n  of b e l l s  and 
b e l l  t o w e r s .  The p e a l i n g  of b e l l s  i s  h e a rd  in  the  a c c o m p a n i m e n t .  
EXAMPLE TWENTY-FOUR
L a te r  on  in  t h e  work  th e r e  i s  a n o th e r  t e x t  w h ic h  d e a l s  w i th  a 
p a r a d e .  In t h i s  c a s e ,  h o w e v e r ,  i t  i s  not a p a ra d e  in  t h e  g e n e r a l  s e n s e  
of  th e  term: i t  i s  a p a r a d e  o f  c r e a t u r e s  — " H o t t e n t o t s ,  s i m p l e t o n s ,
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h y a e n a s ,  M o l o c h s ,  o l d  i n s a n i t i e s ,  s i n i s t e r  d e m o n s " — a s  one  w o u ld  
e x p e c t  to  s e e  in a n ig h tm a re .  B r i t ten  d e p i c t s  th i s  f i e n d i s h  s c e n e  by 
c l a s h i n g  d i s s o n a n c e s ,  w h i l e  a t  t h e  sam e  t im e  m a in ta in s  t h e  i m p r e s s i o n  
of  a p a r a d e  by a  r e p e a t e d  rh y th m ic  figure  in th e  le f t  h a n d .
EXAMPLE TWENTY-FIVE
W o rk s  w i th  T e x t s  W r i t t e n  during t h e  Tw en t ie th  C en tu ry
As w e  b e g in  th e  s tu d y  of B r i t t en ' s  s o l o  v o c a l  w o rk s  w i th  t e x t s  
w r i t t en  in  t h e  T w e n t i e th  C e n tu ry ,  so m e th in g  u n e x p e c t e d  a p p e a r s .  I n ­
s t e a d  o f  t r e a t i n g  t h e s e  t e x t s  in a  Tw en t ie th  C en tu ry  m a n n e r ,  B r i t t en ,  a s  
you w i l l  s e e ,  h a s  u s e d  a  Baroque t r e a tm e n t  th ro u g h o u t .
In  t h e  c y c l e ,  On This I s l a n d , w h ic h  i s  a s e t t i n g  of  s e v e r a l  t e x t s  
by  W. K .  Auden,  th e  Baroque  t r e a tm e n t  i s  q u i t e  e v i d e n t .  For i n s t a n c e ,  
in  the  f i r s t  s o n g ,  "L e t  t h e  flor id  m u s i c  p r a i s e "  , Brit ten u s e s  c h a r a c t e r ­
i s t i c s  o f  the  Baroque  e r a ,  su c h  a s  tone  p a i n t i n g ,
EXAMPLE TWENTY-SIX
stan-dards  fly,
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r o u la d e s  ,
EXAMPLE TWENTY-SEVEN
a n t i c i p a t i o n s ,  and  v o c a l  o r n a m e n t a t i o n ,
EXAMPLE TWENTY-EIGHT
In th e  s e c o n d  s o n g ,  "N ow  t h e  l e a v e s  a re  fa l l in g  fa s t "  , Bri t ten  
u t i l i z e s  more  Baroque e l e m e n t s .  F i r s t  o f  a l l ,  t h e re  i s  a t w o - n o t e  f igu re  
w h ich  i s  u s e d  r e p e a t e d l y  in the  l e f t  hand of  t h e  a c c o m p a n im e n t  w h ic h  
g iv e s  b o th  a ground b a s s  and a  p e d a l  po in t  e f f e c t .  In  t h e  r igh t  h a n d  th e r e  
i s  a s t e a d y ,  d r iv ing  e i g h t h - n o t e  rhythm e m p lo y e d ,  w h i c h  i s  a f e a tu r e  
p e c u l i a r  to  t h e  a c c o m p a n im e n t  o f  Baroque a r i a s .  On t h e  k e y b o a r d  i n s t r u ­
m en ts  o f  t h a t  e r a ,  w i th  th e  e x c e p t i o n  of t h e  o r g a n ,  t h i s  w a s  th e  o n ly  w ay  
in  w h ic h  th e  c o m p o se r  w a s  a b l e  t o  s im u la t e  a s u s t a i n e d  t o n e .  In t h e  
fo l low ing  e x a m p l e ,  bo th  of t h e s e  Baroque c h a r a c t e r i s t i c s  a re  s h o w n .
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EXAMPLE TWENTY-NINE




up p __— ------------ = -----------
'U r “— 1. rw-xrw--
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Now the  leaves a re  fall - .ing. fas t ,
T ow ards  th e  end  of the  s o n g  Brit ten u s e s  s t i l l  a n o th e r  Baroque 
f e a t u r e ,  t h e  r e c i t a t i v e .
. EXAMPLE THIRTY-ONE
T ranquillo  
P fAat- ZSG a
3 E ±E $3=
Cold ,  im - p o s  - s i - b l e ,  a  - head  
Un fro id  ini -  possible, en tete,
L i f t s  t h e  
Des wonts
* ±fc "1 ao rO-
P  sostenvto
□ce
T j r r
The a c c o m p a n im e n t  of F i s h  in  th e  U nru f f led  L a k e s  , t h e  n e x t  w o rk ,  
for t h e  m o s t  pa r t  i s  b a s e d  upon  a  t w o - m e a s u r e  figure  w h ic h  g iv e s  a
ground b a s s  e f f e c t .
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EXAMPLE THIRTY-TWO
At t h e  e n t r a n c e  o f  th e  v o i c e ,  Bri t ten u s e s  a h a l f - n o t e  a n t i c i p a t i o n  
on  the  d o m in a n t  t o n e ,  w h ic h  i s  i d e n t i c a l  to  th e  manner  in  w h ic h  H a n d e l  
i n t r o d u c e d  t h e  v o i c e  in  h i s  a r ia  "O m bra  mai fu" , or b e t t e r  know n to d a y  
a s  H a n d e l ' s  " L a r g o " .  S im ila r  a n t i c i p a t i o n s  a r e - u s e d  a t  t h e  b e g i n n i n g s  of 
o th e r  p h r a s e s  t h ro u g h o u t  th e  s o n g .  Also ,  Br i t ten  u s e s  t w o -  and  fo u r -  
n o te  o r n a m e n ta t io n s  o n  t h e  v a r io u s  w ords  and  s y l l a b l e s  o f  th e  t e x t ,  
s im i la r  to  w h a t  P u r ce l l  h a s  d o n e  in  h i s  so n g  " F a i r e s t  I s l e " , from 
O rp h eu s  B r i t a n n i c u s .
EXAMPLE THIRTY-THREE
The n e x t  w ork ,  C a n t i c l e  I I I , i s  b a s e d  upon  a poem w r i t t e n  by  th e  
l a t e  Edi th  S i tw e l l  d u r in g  one  of t h e  many N a z i  bombing r a i d s  o v e r  London
' .>.■■■ I  "
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in  1940.  Like h i s  w e l l - k n o w n  w o r k ,  S e r e n a d e . Brit ten h a s  s c o r e d  
C a n t i c l e  III for v o i c e  and  French  horn .
Throughou t  th e  work  th e  v o i c e  i s  r e l e g a t e d  to a  s e r i e s  o f  s i x  
n ea r ly  i d e n t i c a l  r e c i t a t i v e s , s e p a r a t e d  by f lor id  m e lo d ic  i n t e r l u d e s , in 
t e m p o ,  by  th e  horn .
The t r e a tm e n t  o f  t h e s e  r e c i t a t i v e s  i s  in  a  Baroque m anner ,  e m p lo y ­
ing the  P u r c e l l i a n  " S c o tc h  s n a p "  an d  much o r n a m e n t a t i o n .
EXAMPLE THIRTY-FOUR
O n ly  a f te r  t h e  s i x t h  of  t h e s e  r e p e t i t i o u s  r e c i t a t i v e s  d o e s  t h e  v o i c e  
pa r t  b e c o m e  m e a s u r e d  r h y t h m i c a l l y .  At t h i s  po in t  t h e  v o i c e  j o i n s  w i th  
the  horn  in  a b r ie f  m e lo d ic  p a s s a g e  w h ic h  e n d s  t h e  w o rk .
The n e x t  work., Our  H un t in g  Fa th e r s  , i s  a s e t t i n g  of s e v e r a l  poem s  
ofX)ld E n g l i sh  o r ig in  w h ic h  w e re  a d a p t e d  a n d  m o d e rn iz e d  by W .  H .  Auden.
The o p en in g  s o n g ,  " P r o l o g u e " ,  is s e t - c o m p l e t e l y  in  f ree  r e c i t a t i v e  
and  l e ^ d s  d i r e c t ly  in to  t h e  s e c o n d  s o n g ,  "R a ts  Away" .
The t e x t  o f  t h i s  s e c o n d  s o n g  is  a p e t i t i o n  to  God  and  a r a t h e r  l a rg e  
number o f  S a in t s  an d  Angels  to  r id  a  c e r t a i n  d w e l l in g  o r  a r e a  o f  r a t s .
This r a t h e r  humorous  s i t u a t i o n ,  (which w a s  p ro b ab ly  no t  so  hum orous
in  t h o s e  d a y s  w hen  i n f e s t a t i o n s  o f  ra t s  w e r e  r a th e r  p re v a len t )  i s  t r e a t e d  
by Bri t ten  in  a t o n g u e - i n - c h e e k  s t y l e .  H is  h e a v i l y - o r n a t e  Baroque 
t r e a tm e n t  i s  r e a l l y  too s e r io u s  for th e  n a tu r e  o f  th e  t e x t ,  i n d i c a t i n g  t h a t  
i t  is  p r o b a b ly  a b u r l e s q u e .  At a n y  r a t e ,  t h e  r e s u l t  i s  h u m o ro u s .
EXAMPLE THIRTY-FIVE
B ri t ten  h a s  a l s o  i n c lu d e d  a  f e a tu re  o f  m e d ie v a l  m u s ic  to c o r r e s p o n d  
to the  o ld  t e x t .  In o n e  s e c t i o n  a lm o s t  t h e  e n t i r e  m e lo d ic  l ine  i s  s u n g  on 
f o u r t h - s p a c e  " D “ , w h ic h  g iv e s  t h e  i m p r e s s i o n  of c h a n t i n g .  Here  a g a in  
Brit ten m a in t a in s  t h e  e l e m e n t  of humor; t h e  m anner  in  w h ic h  th i s  s e c t i o n  
i s  w r i t t e n  g iv e s  th e  i l l u s i o n  of a  p r i e s t  a t t e m p t in g  to  s in g  the  B en e ­
d i c t i o n ,  bu t  who is  c o n t i n u a l l y  be in g  in te r ru p ted  by r a t s .
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The B irds ,  w h ic h  i s  th e  l a s t  t e x t  to  be  a n a l y z e d ,  is  b a s e d  u p o n  a 
t e x t  by  H i l a i r e  B e l lo c ,  an E n g l i sh  p oe t  o f  F rench  d e s c e n t .
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This  i s  th e  e a r l i e s t  w r i t t e n  p u b l i s h e d  so lo  v o c a l  work  by 
Benjamin  Br i t ten ,  h a v in g  b e en  c o m p o se d  in  192 9 w h en  h e  w a s  o n ly  
f i f t een  y e a r s  o ld .  Although it w e n t  u n p u b l i s h e d  for s i x  y e a r s ,  i t  is  
a l s o  th e  f i r s t  s u ch  work  of B r i t t e n ' s  th a t  w a s  p u b l i s h e d .
The Birds is  a m odif ied  s t r o p h i c  s e t t i n g  of th r e e  v e r s e s  w i th  a 
s im p le  but b e a u t i fu l  m e lo d y .  The harm on ic  s c h e m e ,  h o w e v e r ,  i s  v e r y  
c l e v e r ,  r e f l e c t i n g  th e  k e e n  im a g in a t io n  Bri t ten  a l r e a d y  p o s s e s s e d  a t  
s u ch  a n  e a r ly  a g e .
The f i r s t  v e r s e  b e g in s  in t h e  t o n a l i t y  of E m a jo r ,  bu t  in the  l a s t  
two m e a s u r e s ,  th e  t o n a l i t y  is  r a i s e d  by a m a jo r  t h i r d ,  to  "Ab" , w h ic h  
i s  a l s o  t h e  to n a l i t y  of  the  s e c o n d  v e r s e .  In th e  l a s t  two m e a s u r e s  o f  
th e  s e c o n d  v e r s e ,  th e  to n a l i t y  a g a i n  r i s e s  by  a  major th i rd  to "C" , th e  
t o n a l i t y  o f  t h e  l a s t  v e r s e .  This s a m e  t o n a l i t y  onange  o c c u r s  at  t h e  end  
o f  th e  f in a i  v e r s e ,  w h ic h  puts  t h e  song  b a c k  in to  the  t o n a l i t y  of E m a jo r  
w h e re  i t  s t a r t e d ,  m ak ing  the  s o n g  a  " c i r c l e  of  th i rd s"  , so  to  s p e a k .
Although th i s  c o m p o s i t io n  d o e s  not r e l a t e  to any  p a r t i c u l a r  s t y l i s ­
t i c  p e r io d ,  a s  h is  e a r l i e s t  so lo  v o c a l  work i t  c l e a r ly  d e m o n s t r a t e s  t h e  
p ro m is in g  c a r e e r  Bri t ten  a t  t h a t  t im e  had in s to re  and w h ic h  he u l t i m a t e l y
h a s  f u l f i l l e d .
CHAPTER IV
CONCLUSION
From th e  m u s i c a l  e x a m p l e s  c i t e d ,  i t  w ou ld  a p p e a r  t h a t  B r i t t e n ' s  
t r e a tm e n t  of t e x t s  w r i t t e n  in t h e  R e n a i s s a n c e ,  Baroque,  and  Romantic  
e r a s  h a v e  b e e n  a f f e c t e d  by the  r e s p e c t i v e  s t y l i s t i c  e l e m e n t s  of t h o s e  
e p o c h s .  H o w ev e r ,  i t  r em a in s  to  b e  s e e n  to  w h a t  e x t e n t  t h i s  t r e a tm e n t  
a p p e a r s  in  the  e n t i r e  body  of s o l o  v o c a l  w o r k s .  The m u s i c ,  for t h e  m o s t  
p a r t ,  r e l a t e d  to a p a r t i c u l a r  e ra  in  a much l e s s e r  d e g r e e  a n d ,  in so m e  
i n s t a n c e s ,  not a t  a l l .  T h e re fo re ,  th e  e x t e n t  of B r i t ten ’s c h r o n o lo g ic a l  
e c l e c t i c i s m  is  not s o  i n t e n s e  a s  i t  would a p p e a r  in t h e  body  of t h i s  
s tu d y .  B r i t ten ,  t h e n ,  h a s  s p o n t a n e o u s l y  i n s e r t e d  he re  and  th e re  in t h e  
m u s i c a l  t r e a tm e n t  of  a  t e x t  som e  o f  the  s t y l i s t i c  e l e m e n t s  r e l a t i v e  to  t h e  
c h r o n o lo g ic a l  e ra  in  w h ic h  the  t e x t  w as  w r i t t e n .
In  r e g a rd  to t h o s e  works  w i th  t e x t s  w r i t t e n  in th e  T w en t ie th  C e n ­
tu ry ,  i t  h a s  b e en  e s t a b l i s h e d  t h a t ,  for th e  m o s t  p a r t ,  Br it ten  ha s  t r e a t e d  
them in a manner  p e c u l i a r  to t h a t  o f  the  Baroque e r a .  A p o s s i b l e  e x p l a n ­
a t ion  for th i s  might be  th e  P u r c e l l i a n  in f l u e n c e  as  d i s c u s s e d  in C h a p t e r  
II .  But how is  t h i s  P u r c e l l i a n  i n f l u e n c e  in  t h e s e  p a r t i c u l a r  works  to  be  
a c c o u n t e d  for?  This  i s  p ro b a b ly  d u e  to t h e  f ac t  t h a t  a l l  of the  wro rk s  in 
th i s  c a t e g o r y ,  w i th  t h e  e x c e p t i o n  of  C a n t i c l e  I I I , w e re  w r i t t en  in B r i t t e n ' s
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e a r ly  c a r e e r  w h e n ,  a p p a r e n t l y ,  t h e  P u r c e l l i a n  i n f l u e n c e  w a s  a t  i t s  
s t r o n g e s t . 1 *
M e l o d i c a l l y  and  h a r m o n i c a l l y ,  B r i t t e n ' s  s t y l e  o f  c o m p o s i t i o n  i s  
th a t  o f  su b d u ed  m o d e rn ism .  Tha t  i s ,  it  i s  no t  so e x c e s s i v e l y  m odern  as
O
t h o s e  whom Brit ten r e f e r s  to a s  t h e  " f l a s h y  a v a n t - g a r d e "  . B r i t ten ,  
c o n f id in g  th a t  h i s  s h e l v e s  a re  c ro w d ed  w i th  m a n u s c r ip t s  t h a t  young 
c o m p o s e r s  h a v e  s e n t  him for h is  c o m m e n t s ,  adm its  t h a t  "I d o n ' t  a lw a y s  
u n d e r s t a n d  w h a t  t h e y  a re  a t ,  b u t  th e n  I 'm o ld e r  and no t  n e c e s s a r i l y  'w i th  
i t ’ " . 3
Benjamin  B r i t t e n ' s  s t y l e  o f  c o m p o s i t i o n ,  t h e n ,  i s  a mix tu re  of  many 
t h i n g s . W ith  h is  more  r e l a x e d  form of  m o d e rn ism  he  h a s  s k i l l f u l l y  
b l e n d e d  t h e  ve ry  best, e l e m e n t s  of th e  o th e r  e p o c h s  o f  m u s i c .  In do ing  
so  h e  h a s  come to t e rm s  with  t h e  g re a t  m u s i c a l  t r a d i t i o n s  o f  a l l  a g e s  , 
r e s u l t i n g  in a w e a l t h  o f  m u s i c  w h ic h  w e ,  a n d  t h o s e  o f  a l l  a g e s  to  c o m e ,  
may e n j o y .
-Arthur Berger ,  "Bri t ten: S e r e n a d e ,"  The M u s i c  Q u a r t e r l y , XL,
No.  2 (April, 1954) , p .  284 .
3Timothy G r e e n ,  p .  42 .
3I b i d . ,  p . 42 .
APPENDIX I
- 3 7 -
SCLO VOCAL WORKS WITH TEXTS BY ONE AUTHOR
The Birds , (no opus  num ber) ,  t e x t  by H i la i r e  Bel loc  (1 8 7 0 -1 9 5 3 ) .
C o m p o sed  1929,  p u b l i s h e d  1935. For medium v o i c e  and p i a n o .
Our Hunt ing  F a th e r s  , op . 8,  t e x t  by W . H . Auden (190 7 -_____) , C o m ­
p o s e d  1936,  p u b l i s h e d  1936 .  For s o p ra n o  and  sy m phony  o r c h e s t r a .
On This  I s l a n d , op .  11,  t e x t  by  W .  H. Auden.  C o m p o se d  1937, p u b ­
l i s h e d  1938.  For h igh  v o i c e  and  p i a n o .  F rench  t r a n s l a t i o n  by 
M a u r i c e  P o u r c h e t .
F i sh  in the  Unruff led  L a k e s , (no o p u s  num ber ) ,  t e x t  by W .  H. Auden .  
C o m p o se d  1937,  p u b l i s h e d  1947. For h igh  v o i c e  and  p i a n o .
Les  I l l u m i n a t i o n s , o p .  18,  t e x t  by  Arthur Rimbaud (1 8 5 4 - 1 8 9 1 ) .  C om ­
p o s e d  1939,  p u b l i s h e d  1940 .  For h igh  v o ic e  and  s t r ing  o r c h e s t r a .  
F rench  t e x t  o n ly .
Se v e n  S o n n e ts  of M i c h e l a n g e l o , o p .  22 ,  t e x t  by M i c h e l a n g e l o  (1475 — 
1564).  C o m p o se d  1940 r p u b l i s h e d  1943 .  For t e n o r  and p i a n o .  
I t a l i a n  t e x t  o n l y .
The Holy S o n n e ts  o f  John D o n n e , o p .  35,  t e x t  by John Donne  (15 73 — 
1631).  C o m p o se d  1945,  p u b l i s h e d  1946.  For h igh  v o i c e  and  
p i a n o .
C a n t i c l e  I , o p .  40 ,  t e x t  by F r a n c i s  Q u a r l e s  (1 5 9 2 -1 6 4 4 ) .  C o m p o se d  
1947,  p u b l i s h e d  1949.  For h igh  v o i c e  and  p i a n o .
W in te r  W ords  , o p .  52 ,  t e x t  by Thomas H a rdy  (184 0 -1 9 2 8 ) .  C o m p o se d  
1954, p u b l i s h e d  1954.  For h igh  v o i c e  and  p i a n o .
C a n t i c l e  I I I , o p .  55 ,  t e x t  by Edi th  S i t w e l l , (1 8 8 7 -1 9 6 5 ) .  C o m p o se d  
1954, p u b l i s h e d  1956.  For t e n o r ,  F rench  h o rn ,  and  p i a n o .
S ech s  H o ld e r l in  F r a q m e n t e , o p .  61 ,  t ex t  by  F r ied r ich  H o ld e r l in  (1770-  
1843).  C o m p o se d  1958,  p u b l i s h e d  1962.  For h igh  v o i c e  and  
p i a n o .  German t e x t  w i th  E n g l i sh  t r a n s l a t i o n  by E l i z a b e th  M ay e r  
and  P e te r  P e a r s .
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SOLO VOCAL WORKS WITH TEXTS BY MORE THAN ONE AUTHOR
S e r e n a d e , o p .  31.  For  te n o r ,  F ren c h  horn ,  and  s t r in g  o r c h e s t r a .  
P ro lo g u e .  P a s t o r a l  (Co t ton) .  N o c tu rn e  (Tennyson) .  E legy 
(Blake) .  Dirge  (anon.  15 th  c e n t u r y ) . Hymn (Ben J o n s o n ) .
Sonne t  (Keats).  E p i lo g u e .
A Charm of Lu l lab ie s  , o p .  41.  For  m e z z o - s o p r a n o  and  p i a n o .  A C r a d l e  
Sonc (Blake). The H igh land  Balou (Burns).  S e p h e s t i a ' s  L u l lab y  
(Gr e n e ) . A C harm  'Rando lph) .  The N u r s e ' s  Song (Phil ip) .
Noc tu rn  , o p .  60.  For  t e n o r , s e v e n  o b l ig a to  in s t r u m e n t s  and s t r in g  
o r c h e s t r a .  P ro lo g u e  ( S h e l l e y ) . B a s s o o n  o b l ig a to  (Tennyson) .  
Karp  o b l ig a to  (Coleridge) . Horn o b l i g a t o  ( M id d le to n ) . T impani  
o b l i g a t o  (W o rd sw o r th ) . E n g l i s h  horn  o b l ig a to  (O w e n ) . F lu te  and  
c l a r i n e t  o b l ig a to  (Keats) . P o s t lu d e  ( S h a k e s p e a r e ) .
APPENDIX III
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REALIZATIONS OF HENRY PURCELL 
(For Solo  Voice)
O rp h eu s  Br i tann icus
S ev en  S o n g s .  For h igh or  medium v o ic e  and p i a n o .
Six S o n g s .  For h igh  or medium v o ic e  and  p i a n o .
M an is  for th e  W om an  M a d e .  For medium v o i c e  and  p i a n o .
Su i te  o f  S o n g s .  For h igh  v o i c e ,  2 f l u t e s ,  2 o b o e s ,  b a s s o o n ,  
t ru m p e t ,  a n d  s t r i n g s .
Five  S o n g s .  For v o i c e  and  p i a n o .
O d es  and  E l e g ie s
The Q u e e n ' s  E p ice d iu m .  For h igh  v o ic e  and p i a n o .  (Latin texc) . 
Harmonia  Sac ra
The B l e s s e d  V i rg in ' s  E x p o s t u l a t i o n .  For h igh  v o i c e  and  p i a n o .  
J o b 's  C u r s e .  For h igh v o i c e  and p i a n o .
Three  D iv in e  H y m n s .  For medium v o i c e  and p i a n o .
Two D iv in e  Hymns and A l l e lu i a .  For v o i c e  and  p i a n o .
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FOLK SONG ARRANGEMENTS
Bri t ish  Folk S o n g s . For high v o i c e  and o r c h e s t r a .
Folk  Song A r r a n g e m e n t s , Voi. 1, Br i t i sh  I s l e s . For h igh  or medium v o i c e  
and  p i a n o .
Folk Song A r r a n g e m e n t s , Vol. 2 ,  F r a n c e .  For h igh  or  medium v o ic e  and 
p i a n o .  (Engl ish t r a n s l a t i o n s  by I r is  R o g ers . )
Folk  Song Arrangem ents  , Vol. 3 ,  B r i t i sh  I s l e s  . For h igh  or medium v o i c e  
an d  p i a n o .
Folk Song A r r a n g e m e n t s , Vol.  4 ,  M o o r e ' s  I r i sh  M e l o d i e s .  For v o i c e  an d  
p i a n o .
Folk  Song A r r a n g e m e n t s , Vol. 5 ,  Br i t i sh  I s l e s . For v o i c e  and  p i a n o .
Songs  from th e  C h i n e s e . For h ig h  v o ic e  and  g u i t a r .
Folk Song A r r a n g e m e n t s , Vol. 6 ,  Br i t i sh  I s l e s .  For h igh  v o i c e  and  
g u i t a r .
PUBLISHED WORKS OF BENJAMIN BRITTEN (With O pus  Numbers) 




O p . 4.
Op. 5 .
Op . 6.




O p . 11.
Op. 12.




O p . 19.
O p . 2 0 .
Op. 2 1 .
Op. 2 2 .
Op. 23 .
Op. 2 3 .
Op. 24 .
Op. 25 .
O p . 2 6.
Op. 27 .
Op. 28 .




Op . 3 3,
Op. 34 .
Op. 35 .
S i n f o n i e t t a .  For c h a m b e r  o r c h e s t r a .
P h a n t a s y  Q u a r t e t .  For o b o e ,  v i o l i n ,  v io la  and  v i o l i n c e l i o .
A Boy w a s  Born. C h o r a l  v a r i a t i o n s  for m ixed  c h o r u s .
Simple  Symphony .  For s t r ing  o r c h e s t r a .
H o l iday  D ia ry ,  Su i t e  for p i a n o .
Su i te  for Violin  and  P i a n o .
Fr iday  A f te rnoons .  Tw elve  c h i l d r e n ' s  s o n g s  (2 v o l s . )
Our Hunt ing  F a t h e r s . Sym phon ic  c y c l e  for s o p ra n o  s o l o  and  
o r c h e s t r a .
S o i r ee s  M u s i c a l e s .  S u i t e  of f iv e  m ovem en ts  from R o s s i n i ,  
for o r c h e s t r a .
V ar ia t ions  on a Theme of Frank Bridge .  For s t r ing  o r c h e s t r a .  
On This I s l a n d .  For h igh  v o ic e  an d  p ia n o .
M ont  Ju ic  (with L ennox  B e r k e l e y ) . Sui te  of  C a t a l a n  d a n c e s  
for o r c h e s t r a .
P iano  C o n c e r to  No.  1.
Bal lad  of  H e r o e s .  For s o lo ,  c h o r u s ,  and  o r c h e s t r a .
Violin C o n c e r t o .
Les  I l l u m in a t io n s .  For  h igh v o i c e  and s t r i n g  o r c h e s t r a .  
C a n a d i a n  C a r n iv a l  (Kermesse  C a n a d i e n n e ) . For o r c h e s t r a .  
S in fon ia  d a  R equiem .  For o r c h e s t r a .
D i v e r s i o n s .  For p i a n o  (left hand) and o r c h e s t r a .
S even  S o n n e t s  of M i c h e l a n g e l o .  For teno r  and  p i a n o .
N o .  I .  I n t r o d u c t i o n  and  Rondo a l i a  B u r l e s c a .  For 2 p i a n o s .  
N o .  2 .  M a z u rk a  E l e g i a c a .  For 2 p ia n o s  .
M a t i n e e s  M u s i c a l e s .  2nd s u i t e  of  5 m o v em en ts  from 
R o s s in i ,  for o r c h e s t r a .
String Q u a r t e t  No. 1.
S c o t t i s h  B a l lad .  For 2 p ia n o s  a n d  o r c h e s t r a .
Hymn to S t .  C e c e l i a .  For m ixed  c h o r u s ,  u n a c c o m p a n i e d .
A C erem o n y  of  C a r o l s .  For t r e b l e  v o i c e s  a n d  h a rp .  (Also 
a r ra n g ed  for SATB).
P re lu d e  and  F u g u e .  For 1 8 -p a r t  s t r in g  o r c h e s t r a .
R e jo ice  in  t h e  Lamb.  F e s t i v a l  c a n t a t a  for c h o i r  and o r g a n .  
S e r e n a d e .  For t e n o r ,  horn ,  and  s t r in g  o r c h e s t r a .
F e s t i v a l  Te Deum.  For  choir  an d  o rg a n .
P e te r  G r i m e s . (Opera)
The Young P e r s o n ' s  G u id e  to t h e  O r c h e s t r a .  For o r c h e s t r a .  
The Holy S o n n e ts  of  John D o n n e .  For h igh  v o i c e  and  p i a n o .
* P u b l i sh e d  by Oxford U n i v e r s i t y  P r e s s .
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O p .  36 .  
O p .  37 .  
Op.  39 .  
Op .  40 .  
O p .  41 .  
O p .  42 .
O p .  43.  
Op .  44 .  
O p .  45 .  
O p . 46.
O p .  47 .  
O p .  48 .
O p .  49 .  
O p .  50.  
O p .  51 .  
O p . 52 .  
O p . 53 .  
O p .  5 3 a .  
O p .  54 .  
O p . 55.
O p .  5 6 a .
O p .  56b 
O p .  57 .  
O p .  57a 
O p . 58 .  
O p .  59 .  
O p .  60.
O p .  61.  
O p .  62.
O p .  63.  
O p .  64.  
O p .  65.  
O p .  66.
O p .  67.
St r ing Q u a r t e t  No.  2 .
The Rape of  L u c re t i a .  (Opera)
Albert  H e r r in g .  (Opera)
C a n t i c l e  I .  For t en o r  and  p i a n o .
A Charm o f  L u l l a b i e s .  For m e z z o - s o p r a n o  and  p i a n o .
S t .  N i c o l a s .  C a n t a t a  for Wnor  s o l o ,  mixed c h o r u s ,  p i a n o  
d u e t ,  s t r i n g s ,  p e r c u s s i o n  and o r g a n .
The B eg g a r ' s  O p e ra .  (Opera)
Spring Symphony .
L e t ' s  M ak e  a n  O p e r a .  (Opera)
A W ed d in g  Anthem: Amo ergo s u m .  For s o p r a n o  and tenor- 
s o l i ,  c h o i r  an d  o r g a n .
F ive  F low er  S o n g s .  For mixed c h o r u s ,  u n a c c o m p a n i e d .  
L a c h ry m a e .  R e f l e c t io n s  on a s o n g  of John D o w la n d ,  for 
v io l a  and  p i a n o .
S ix  M e t a m o rp h o s e s  a f t e r  O v id .  For oboe  s o l o .
Billy B u d d . (Opera)
C a n t i c l e  II: Abraham and  I s a a c .  For t e n o r ,  a l t o ,  an d  p i a n o .  
W in te r  W o r d s .  Eight Songs  for h igh  v o ic e  a n d  p i a n o .  
G lo r i a n n a .  (Opera)
Sym phonic  Su i te  " G lo r i a n a "  . For o r c h e s t r a .
The Turn o f  t h e  S c r e w . (Opera)
C a n t i c l e  III: Sti l l  F a l l s  the  Rain .  For t e n o r ,  h o rn ,  and  
p i a n o .
Hymn to  S t .  P e te r .  For  mixed v o i c e  cho i r  w i th  t r e b le  s o lo  
(or s e m i - c h o r u s )  and  o r g a n .
Ant iphon .  For  cho i r  an d  o rg an .
The Pr ince  o f  th e  P a g o d a s .  (Ballet)
P as  de  Six from B a l le t ,  "The P r in c e  of th e  P a g o d a s " .
Songs  from t h e  C h i n e s e .  For h ig h  v o ic e  and  g u i t a r .
N o y e ' s  F lu d d e .  The C h e s t e r  M i r a c l e  P lay .
N o c tu r n e .  For t e n o r  s o l o ,  s e v e n  o b l ig a to  i n s t r u m e n t s ,  and  
s t r in g  o r c h e s t r a .
S e c h s  H o ld e r l in  F r a g m e n te .  For h ig h  v o ic e  and  p i a n o .  
C a n t a t a  A cadem ica :  C arm en  B a s i l i e n s e . For s o p r a n o ,  a l t o ,  
t e n o r ,  b a s s  s o l i ,  m ixed  c h o r u s ,  and  o r c h e s t r a .
M i s s a  Brevis  in D. For b o y ' s  v o i c e s  and o r g a n .
A M idsum m er  N i g h t ' s  D ream .  (Opera)
Sona ta  in C .  For c e l l o  and  p i a n o .
W ar  R equiem .  For s o p r a n o ,  t e n o r  and b a r i t o n e  s o l i ,  m ixed  
c h o r u s ,  b o y ' s  c h o i r ,  an d  o r c h e s t r a .
P sa lm  150.  For v o i c e s  ( s . a . )  a n d  i n s t r u m e n t s .
(Without  O p u s  Numbers)
Fob: Song A r ra n g e m en t s .  Volume 1: B r i t i sh  I s l e s ,  for h ig h  or medium 
v o i c e  and  p i a n o .  Volume 2: F r a n c e ,  for h igh  or  medium v o ic e
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and  p i a n o .  Volume 3: B r i t i sh  I s l e s ,  for h igh or medium v o i c e  
and  p i a n o .  Volume 4: M o o r e ' s  I r i sh  M e l o d i e s .  Volume 5:
Br i t i sh  I s l e s .  Volume 6: E n g la n d ,  for h igh  v o i c e  and  g u i t a r .
Two B a l l a d s .  For two s o p ra n o s  an d  p i a n o .
F ish  in th e  Unruff led  L a k e s .  Song w i th  p i a n o .
Two Part  S o n g s .  For m ixed  c h o ru s  and  p i a n o .
*Three  Par t  S o n g s .  For t w o - p a r t  b o y ' s  or w o m e n 's  v o i c e s  and  p i a n o .
*Te D eum .  For cho ir  and  o rg a n .
* Ju b i la te  D e o .  For m ixed  cho i r  an d  o rg a n .
* * M a y .  U n i s o n  song  w i th  p ia n o .
The N a t io n a l  Anthem. For mixed cho rus  and  o r c h e s t r a .
The B irds .  For medium v o ic e  and  p i a n o .
A Hymn to t h e  Virgin.  Anthem for mixed  c h o r u s ,  u n a c c o m p a n i e d .
The Bal lad  o f  L i t t le  M u sg r a v e  an d  Lady Barnard .  For m a le  v o i c e s ,  p i a n o .  
The Hol ly  an d  the  Iv y .  For u n a c c o m p a n i e d  m ixed  c h o r u s .
P re lu d e  and  Fugue on a  them e  of  V i t to r ia .  For o r g a n .
C h o ra l  D a n c e s  from " G l o r i a n a " . For mixed  v o i c e s ,  u n a c c o m p a n i e d .  
N o c tu rn e .  (Thro1 th e  N i g h t ' s  c a r e s s i n g  g r ip ) .
O c a n  ye  s e w  C u s h i o n s ?  For SSA arr .  Im ogen  H o l s t .
The S a l l e y  G a r d e n s .  U n i s o n  s o n g .
A Hymn of S a in t  Co lum bia :  Regis  regum r e c t i s s i m i .  SATB and  o r g a n .  
A dvance  D e m o c r a c y .  SSAATTBB, u n a c c o m p a n i e d .
N i g h t - P i e c e  (Notturno) . For p i a n o .
* P u b l i sh e d  by Oxford U n i v e r s i t y  P r e s s .
* * P u b l i sh e d  by A. & C .  B la c k ,  Ltd.  , The Year Book P r e s s .
APPENDIX VI
-48
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On M o nday  e v e n i n g ,  April 12,  1965, a L ec tu re  R ec i t a l  b a s e d  on  th e  
c o n t e n t s  of  th e  t h e s i s  w a s  p r e s e n t e d  by the  w r i te r  in  t h e  E d u c a t io n  B u i ld ­
ing Auditorium on t h e  cam pus  o f  t h e  U n i v e r s i t y  of North D a k o ta .  The 
program o f  t h i s  L ec tu re  R ec i ta l  w i l l  be  found on  p a g e  50 of th i s  v o lu m e .  
For th e  c o n v e n i e n c e  o f  any  p e r s o n  who may be  i n t e r e s t e d  in h e a r in g  the  
p rog ram ,  a t a p e  r e c o rd in g  i s  on f i l e  in t h e  l ib ra ry  of t h e  M u s ic  D e p a r t ­
m e n t .
T H E  U N I V E R S I T Y  O F  N O R T H  D A K O T A  
D e p a r tm e n t  o f M u sic
Lecture-Recital
By
D A V I D  A. R E I S E R ,  Tenor
(B.S.* 1960, Minot State College) 
assisted by
PA U L E. L U N D Q U IST , Pianist




Excerpts from a thesis written by the candidate on 
’’The Solo Vocal Music of Benjamin Britten: T^e Efject of the Text Upon the Music"
Solo Vocal Works to be Analyzed
I  W o r k s  w it h  t e x t s  w r it t e n  in  t h e  R e n a is s a n c e  e r a
Seven Sonnets of Michelangelo, opes 22 - - Michelangelo
I I  W o r k s  w it h  t e x t s  w r it t e n  in  t h e  B a r o q e e  f r a
The Holy Sonnets of John Donne, opus 35 - - John Donne
Canticle I, opus 40 - - - - -  - Francis Quarles
I I I  W o r k s  w it h  t e x t s  w r it t e n  in  t h e  R o m a n t ic  e r a
Winter Words, opus 52 Thomas Hardy
Sechs Holderlin Fragmente, opus 61 - - Friedrich Holderlin
Les Illuminations, opus IS Arthur Rimbaud
IV W o r k s  w it h  t e x t s  w r it t e n  in  t h e  T w e n t ie t h  C e n t u r y
On This Island, opus 11
Fish in the Unruffled Lakes (no opus number) 
Canticle III, opus 55
Our Hunting Fathers, opus 8 - - -
The Birds (no opus number)
W, H. Auden 
W. H. Auden 
Edith Sitwell 
W. H. Auden 
Hilaire Belloc
Presented in partial fulfillment of the requirements for the degree of
Master of Arts
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